This study aims at highlighting how the poetic word can be a strong ally for the diversity of knowledge in its search for new ways of seeing, understanding and interpreting humankind and the world. In the article, our goal is to articulate theoretical approaches with texts or poetic fragments that, as a priority, give rise to the experience of language as a constantly evolving living organism, and of literature as space for nonautomatic perception and knowledge. 
Literature, in its perspective of recovering tradition and a space where the imaginary is projected, presents itself as a field of possibilities for knowledge; it is a phenomenon of language, and as such, responds in a way to humankind's quest for knowledge of self and the world. Tracing humanity's path, one must remember that language consists of a reality that is revelatory as much as it is disruptive. It allows the perception, understanding and expression of the world as much as it can deny everything that we see and are, that is, everything that enables us perennially to produce new modes of representation. Creating gods or denying the existence of a great Creator are realities and language that coexist in the panoply of mythologies, philosophies, religious sects, or even simple social groups.
Thinking about language's great power is to face paradoxes: human limitations, such as being an animal, are set against human beings' infinite ability to produce new ways of expressing what we see, feel, and think. The linguistic system provides a vast array of options for expression of beings' perceived and intellectual interior, yet the incessant creation of words and expressions is a fact that breaks with the options offered by language and creates new alternatives that become part of the language of children, adults or, in a very special form, of poets.
Papai no Mel (Daddy in Honey) was the way a child reproduced the name of
Papai Noel (Santa Claus), when this term was not yet part of the baby's repertoire, that is, in the first years of his/her life. The composition of the expression in this case implied an associative creation between what was familiar to it -papa (daddy) and mel (honey) -and the still unknown name of the old man Papai Noel (Santa Claus) who appears on the magical eve of Christmas. In this case, sound and meaning have been articulated and fused in the infant's mind, setting the ground for the possibility for a perceptive expression that, in the scope of language, is innovative and non-automatic.
The adult, in turn, who already uses a broad repertoire from a lifetime in society, finds that the creation also makes realization possible. The expression, for example, "a yellowed photo" (uma foto amarelecida) connects the semantic articulation of two realities of perception: one related to the color yellow (amarela) and another one to the adjective aged (envelhecida). The simultaneous composition of the two perceived phenomena spontaneously generated a word with an enhanced potential for meaning, breaking the language system, codified in a dictionary, without, however, compromising communication, which, on the contrary, was strengthened precisely by the interlinking of old information with a new element, the nonexistent word in the dictionary.
In unexpected and original linguistic situations when the child produces words and/or expressions that escape convention, it would be interesting for teachers or educators in general -including parental figures, whose coexistence with children is intense -to highlight the "linguistic creation," showing acceptance of what is unconventional, in addition to their instructive skill, observational shrewdness, and the apprehension of novelty.
In this context, we should remember the words of the poet "Since life is not enough, there is art." (PESSOA, 2000, p.28) .
1 This statement opens space for the attempt to understand what this power of language is, i.e., to reassess life. More must be said, however; we must say that which is beyond what the rules of language teach us;
we must indeed say the possibilities that our human condition allows us, as linguistic beings -thinking, creative creatures who are always unsatisfied by the confrontation with our surroundings.
Facing the ability to project possibilities, with and by words, the poet feeds and strengthens his own ability to break the limits of the universe. Starting with the restriction of language which, as a predefined social system, imposes ways of saying and, why not, even of understanding and thinking about facts and phenomena. Words, sounds, rhythm, syntax, meanings, everything that makes up the linguistic system can become, in human hands and with the potential of the poet, the object of contravention.
Rebelliousness is a manifestation of all those who feel unsatisfied, either with the facts of life or with the linguistic system, when it is presented in an authoritarian and restrictive manner. In the arts in general and literature in particular, there is always space available for the manifestation of the insubordinate word or gesture.
In the case of the word in its relation to the object, when it is purely conventional, it finds no backing in any perceptible logic. We will examine the potential as the ship, must be understood as a risk on the ocean, whose movements of water can bring surprises and discoveries. The notion of mistake does not have a place in poetry.
As Leminski (1987, p.285) expressed, the poet is the very expression of error in genetic programming. His poetry disconcerts upon claiming that one does not "err just once," but rather...
Err once
I never make the same mistake twice I commit two, three four five six until this error learns that only the error has its assured time (LEMINSKI, 1985, p.118) .
5
The play of sound, syntax, rhythm and semantics offers a dance of meanings that defies linguistic norms and values. It creates subversion; that is, it creates a poetic text based on the narrative of fairytales, given the use of the present tense in the verses. The narrative of era uma vez (once upon a time) errs; in Portuguese, it stumbles at the /r/, it multiplies it, it produces the error that defies, but reaffirms; in poetry, playing with controversy gives the poet -and the reader -pleasure. We do not err once upon a time, but upon several times. In fact, according to the poem's statement, there is no subject that errs, but rather, it is the very error that becomes an agent and learns that it has space and time in poetry. This therefore opens the space for the discussion about the richness and poetic potential of language. The reader has a space at his/her disposal for reflecting upon the meaning of the error in the use of the word: interesting grounds for tensions and highlights for everything that can be appropriate or inappropriate in the realms of linguistic and poetic possibilities.
In this sense, communication and counter-communication would be inspiring concepts for interesting reflection on different levels of learning. Effectiveness, immediacy, and objectivity rule communication. As a converse movement, countercommunication disrupts the intellectual comfort zone and the economy of sensations.
Literature and counter-communication appear as meanings of the same universe, parts of the same game, different names for concepts that intermingle.
If the poetic word play is a counter-communication movement, what would the idea of an after-word mean to George Steiner (1989) ? 6 How should we understand his thoughts about something found beyond the word, the main defining object of man as a social, communicative, and innovative being?
Steiner, considered one of the most sophisticated critics of the twentieth century, has used his position and countless books, published in both Europe and the United States, to express points of view that prompt reflection about the phenomenon of language, the power of the word for the transmission of ideas, and about literature, especially in the realm of contemporary poetry.
Starting from the shock of man versus the knowledge that everything can be said or unsaid, constructed or denied using the word, Steiner (1993) 7 goes on to confront the challenge of offering a thought about the phenomenon of language outside the spectrum of representation. For accomplishing this, the author courses through the arbitrariness of the linguistic sign, points out that the relationship between the word and the object or the phenomenon of reality is an empty convention, that is, bare of any meaning that can lend support to a logical understanding of relations. The consciousness of the dictionary's arbitrariness of the "dictionarized" word leads to the poet's irreverence.
Lover of signs, the poet goes on to establish new relations with the word -feeling the texture of the sound, the concreteness of the sign. The invitation that it (the word) holds for the awakening of other meanings is encouragement enough for sailing adrift in its poetic dimensions. This would be, perhaps, the trigger for thinking not of a time for which the word would lose its value, but instead, of a contemporaneity that would arouse the detachment of the word from its immediate meanings measured in a reality that is external to it and therefore, to a certain extent, strange. The assertion regarding the breach of contract between creation and representation in the poetic universe is, to Steiner, an artistic reality stated in contemporaneity. The pact between word and world -extended by the relationships of logos and cosmos -develops and strengthens, according to Steiner (1993) , 9 with the intersection that Western thought establishes, throughout its constitution, with the most diverse areas of knowledge, among which stand out philosophy, art, history, and religion. These possible and substantial connections confer meaning to the world and to the existence of humankind as thinking, interactive beings.
If scientific, technological and artistic knowledge today represents not something merely cumulative, but above all, a human behavior measured by the dynamism and interaction in search of connections with nature, then, to us art seems, without a doubt, one of the areas with the greatest absorption and re-creation of knowledge. At the core of artistic, particularly literary, production lies discourse -the foundation for every systematic construction of knowledge -which can risk everything, not only because it pluralizes the voice, but above all, because it enables the permanent creation and re-creation of the present and the past that even if they only existed for (re)updating the here and now, just like the hypothetical prospect of everything that has yet to come, even if it were mere speculation.
Reading as an Experience of Knowledge
Texts by Manuel de Barros (Cuiabá, 1916 -2014 ) motivated our reflective process.
Disobject
The awkward boy saw a comb in the middle of the yard. The comb was nearly not a comb anymore. It would be closer to being a serrated leaf. Serrated a bit that it had already become part of the ground and was not a rock, a snail, a frog. The comb was something new. The soil would have soon eaten a few of its teeth. Layers of sand and ants had gnawed its organism. That is if a comb has an organism. The truth is that the comb did not have a rib. It was no longer possible to say whether that thing was a comb or a fan. The colors of the horn the comb was made of gave way to a greenish moss. I think the animals of the place would pee a lot on that disobject. The fact is that the comb lost its personality. It rested upon the roots of a tree, unusable, not even for combing a monkey. The boy who was awkward and had a knack as a poet, precisely he looked at the comb in that terminal state. And the boy began to imagine that the comb, in that state, had already been incorporated into nature, just like a river, a bone, a lizard. It is an exemplary associative exercise in the construction of knowledge.
The gaze brings the memory of experiences and connects it with the land-text that enriches the forms and the layers of sand; the ants gnaw the organism. In fact, what are ants for other than carrying substances that justify their tireless work of displacement and transformation? Haven't the oldest fables already told us about that?
Overlapping time and sand, the color changes tones and the transformation takes place. From the hard and clear substance of horn to the fragility of greenish moss, everything points to the passage of time-text. In the eyes of the poet, the forms change themselves. If the state of the comb is terminal, the same cannot be said of the writer's ideas -a restless being who incites (in the poet's unique way of expression) his reader to live with him and give oneself over to the river's nature, which is water that goes by like a lizard in fast and slow movements, making space for the taste of imagination.
If the trees partook in the comb's loneliness, the same is not true for the poet's loneliness when he becomes the object of the questions -But, then, is this poetry?
Where is the love of which the poets spoke? Where is the inaccessible object of love? The specific deciphering of what is literary involves a subject in revealing action -the reader -and a revealed object -the text itself. In this sense, when we speak of literature and textual operations, we are speaking not only about a peculiar syntax, but also about an agent who operates the text, using it to build a new universe of meanings.
It is within the scope of perceptual experience that humanity has access to the latency of the world and consequently tries out the ways of looking and (re)cognizing this world. This is due to the fact that, as literature tells us, each new look by man However, what does this preservation represent in poetry? Would this be the value of tradition or the inevitability of evolution? Let us be clear. In principle, evolution is a word that does not exist in the realm of art. The value of all aesthetic forms of representation lies in their contemporaneity; however, it is also projected in the future as much as it sheds light on the remotest past. This means that speaking about art in general, or literature in particular, is tantamount to speaking about a time without time. In the conscience of time, everything is present in a triple dimension: the here and now; the past at the present instant of memory; the future as a mere projection of the present -a complexity of any great phenomenon (Saint Augustine). 16 Language speaks of humanity as it speaks of itself. Would there be language without humankind?
Much less humanity without language! These are facts about conscience and the power of language. However, let us return to the issue of temporality in its articulation with the preservation of values in art. What does it mean to retain value in art? Saving it how?
By hiding, preserving, diffusing, multiplying it?
Antonio Cícero, born in Rio de Janeiro in 1945, is recognized as one of the great expressive voices of his generation of poets. He inscribes his poetic experience upon the meaning and action of keeping something. In the tradition of words or the innovation of ideas, the constitution of a being happens amidst the challenge of the projection of a time that carries with it everything that has been or that introduces itself in the present.
Language, as a living being, expands and establishes itself; as a being of tradition, it is always sheltering its values and preserving its mysteries.
Keeping something does not mean hiding it or locking it. In a safe nothing is saved. In a safe things are lost sight of.
Saving something is looking at it, staring at it, aiming at it admiring it, that is, illuminating it or being illuminated by it.
Saving something is keeping watch over it, that is, to be the night guard for it, that is, to stay up for it, that is, to be awake for it, that is, to be there for it or to be for it.
Therefore, a bird's flight is better kept than a flightless bird. Penguin Classics, 1961, pp.253-280. 17 Text in original: "Guardar uma coisa não é escondê-la ou trancá-la./ Em cofre não se guarda coisa alguma./ Em cofre perde-se a coisa à vista.// Guardar uma coisa é olhá-la, fitá-la, mirá-la por/ admirá-la, isto é, iluminá-la ou ser por ela iluminado./ Guardar uma coisa é vigiá-la, isto é, fazer vigília por ela, isto é,/ velar por ela, isto é, estar acordado por ela, / isto é, estar por ela ou ser por ela.// Por isso melhor se guarda o vôo de um pássaro/ Do que um pássaro sem vôos.// Por isso se escreve, por isso se diz, por isso
Reading this poem seems almost like the act of exposing the artistic nakedness of the word: "so, saving is not…?" Everything that was already established in our cognitive universe falls apart. After the moment of shock begins the hollowing out of the sign/word: "to keep" it is not; then, what did we always think it was?
As we distance ourselves from the text, our admiration for the discovery reveals itself: it all makes sense! If the act of saving stems from the awareness of value and admiration, then subverting the automatic understanding of the word will be necessary. Composing referents, if possible, will require making time for doubts and questions.
Alice Ruiz, born in Curitiba in 1946 , is a writer who leaves a trace of her experience with haiku in her poems. The short texts, like poetic capsules, have the power of synthesis and conciseness of ideas; they associate themselves with a verbal acuity whose mastery belongs to very few writers. The verses pass by, the words pass by, everything that has already become passé passes by. Precision and imprecision get tangled in the verses. On the one hand, the absence of referents is clear; on the other hand, the word everything [tudo] is the synthesis of a totality from which nothing would be left out.
The verses create spaces of uncertainty. However, just as "there are those who pass by," there are also "those who part." We enter the poem's second tercet with the with a certain satisfaction that appears in the implied interjection better yet! and in "there are those who leave the faint impression of having stayed."
The poet plays with the words, constructing ludic semantics that opens space for interpretation, but there are no interrogations in the text; they are strictly made in the mind of the reader. After all, what were poems made for other than disexplaining!
In the magic of composition, the text suggests more than it affirms, especially because in poetry, the truth of the text is its own reality, that is, a space of uncertainty and imprecision. However, the readers would say, "this is new poetry!" It seems to be a rebellious being that does not want to be understood. What were words made for other than to understand ourselves and cultivate peace, harmony, the dream of certainty? … Really?
The poetic utopia draws itself as the dream of happiness -a space where there would be no disagreements. Nevertheless, is that possible? The dream of men with pleasure islands, the dream of poets with words that could say everything. Again, here is the paradox, but would the poet want to say everything, or just fragments that we can understand? Oddly, the poet constructs his text and the possibility to say the world with it.
Suspense, terror, the unusual, the extraordinary do not cease to be utopian artifice, desires for the poet to construct, with the brush/word, the reality of art: magic and regeneration of life. It is up to the reader, by interacting with the word, to construct his/her part, that is, the interpretive text to be interpreted, the text based on his/her repertoire and ability in dealing with language itself.
I looked for myself throughout life and I did not find myselfthus I was saved (BARROS, 2011, p.357) 
